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1 When I use the word Modernism in this thesis, it is based on Alfred H. Barr, Jr.’s broad definition: 
“‘Modern Art’ is a relative, elastic term that serves conveniently to designate painting, sculpture, 
architecture, and the other visual arts, original and progressive in character, produced especially within the 
2 The political dimension of Modernism’s historical developments has often been ignored in favour of its 
aesthetics. See Stephen Eric Bronner, Modernism at the Barricades: Aesthetics, Politics, Utopia (New 
York: Columbia University Press, 2012), p. xiv. 
3 John Berger, “Picasso and Others,” Mainstream, vol.11, no. 4, p. 23–24 in 12.III.A.14. – “Picasso Book” 
– corresp. and printed matter: 1958, Barr Picasso Papers, MoMA Archives, New York. 
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an#artist,#in#addition#to#being#Picasso’s#friend#and#biographer.4#Parmelin#was#an#art#critic,#member#of#the#Party,#friend,#and#a#reporter#for#the#French#Communist#newspaper#L’Humanité.5&Penrose#published#his#key#work#on#Picasso,#Picasso:&His&Life&and&Work,#in#1953.#Daix#published#many#books#on#Picasso,#but#his#publication#Picasso:&Life&and&Art&of#1987#covered#Picasso’s#entire#artistic#and#personal#life.#Parmelin#published#multiple#texts#on#Picasso,#starting#in#1959#with#Picasso&sur&la&place.6#Penrose,#Daix,#and#Parmelin#published#books#at#different#times,#but#they#all#shared#similar#views#regarding#the#relationship#between#Picasso’s#art#and#his#politics.7#Penrose#constantly#defended#and#explained#the#role#politics#played#in#Picasso’s#life#and#career,#and#he#extracted#the#political#meaning#out#of#every#one#of#Picasso’s#artworks#when#possible.#He#saw#Picasso’s#Party#membership#as#a#logical#step#considering#the#artist’s#humanitarian#hopes#and#circle#of#friends,#and#he#asserted#that#Picasso#joined#the#Party#as#a#gesture#of#defiance#against#old#enemies,#Francisco#Franco#and#Adolf#Hitler.8#Daix#also#recognised#the#political#aspects#of#select#Picasso#canvases#and#attempted#to#explain#that#no#artist#had#been#more#consistent#than#Picasso#in#using#his#artistic#skills#to#promote#a#better#life#for#humanity.#He#described#Picasso’s#belief#that#with#the#Liberation#of#Paris#at#the#end#of#World#War#II#the#new#world#he#had#sought#in#his#paintings#coincided#with#the#Communist#promises#for#a#glorious#future,#and#this#would#partly#compensate#for#the#defeat#of#the#same#promise#in#Spain.9#Parmelin#lived#at#Picasso’s#studio#in#Vallauris#for#some#time#where#she#tracked#the#dayQtoQday#life#of#the#artist#and#stressed#how#closely#linked#to#the#Party#and#its#politics#he#was#in#his#daily#affairs.10###The#friendships#Daix,#Parmelin,#and#Penrose#had#with#Picasso#offer#firstQperson#testimonies#of#the#artist’s#intentions#and#feelings.#However,#this#is#when#issues#of#bias#come#into#play.#As#friends#and#fellow#Communists,#their#words#could#be#a#form#of#propaganda#because#they#wanted#to#depict#a#prominent#artist#such#as#Picasso#as#a#Communist#figurehead#for#the#Party.#It#is#important#to#take#
                                                       
4 See also Elizabeth Cowling and Roland Penrose, Visiting Picasso: The Notebooks and Letters of Roland 
Penrose (London: Thames and Hudson, 2006); Penrose, John Golding, and Daniel-Henry Kahnweiler, eds., 
Picasso in Retrospect (London: Granada, 1981); Penrose and Golding, eds., Picasso, 1881–1973 (New 
York: Portland House, 1988). 
5 See also Hélène Parmelin, Daniel-Henry Kahnweiler, and Vercors, Oeuvres des musées de Leningrad et 
de Moscou et de quelques collections parisiennes (Paris: Éditions Cercle d’Art, 1955).#
6 Picasso sur la place is the original French version of Picasso Plain. See citation in footnote 7. 
7 Hélène Parmelin, Le massacre des innocents: l’art et la guerre (Paris: Éditions Cercle d’Art, 1954); 
Parmelin, trans. Humphrey Hare, Picasso Plain: An Intimate Portrait (London: Secker & Warburg, 1963); 
Parmelin, trans. Christine Trollope, Picasso Says… (London: George Allen and Unwin Ltd., 1969); Roland 
Penrose, Picasso: His Life and Work (London: Victor Gollancz Ltd., 1953); Pierre Daix, Pablo Picasso 
(Paris: Éditions Tallandier, 2007); Picasso: L’homme et son oeuvre (Paris: Éditions Aimery Somogy, 
1964); Daix, Picasso Créateur: la vie intime et l’oeuvre (Paris: Éditions du Seuil, 1987); Daix, trans. Olivia 
Emmet, Picasso: Life and Art (London: Thames and Hudson, 1993). 
8 Penrose, His Life and Work, p. 315. 
9 Daix, Life and Art, p. 278. 
10 For example, Parmelin and others confirmed that Picasso was an avid reader of L’Humanité. Numerous 
copies of the newspaper—some with Picasso’s notes in the margins—can be found in the AMNPP. Gertje 
Utley, Picasso: The Communist Years (London: Yale University Press, 2000), p. 221. 
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these#sources#and#use#them#in#conjunction#with#a#variety#of#others#in#order#to#come#to#a#more#balanced#understanding#of#Picasso#as#a#politically#engaged#individual.# # Next#we#must#look#at#scholars#of#the#liberal#individualist#tradition#who#have#conventionally#focused#on#the#formal#elements#of#modern#art.#The#theory#of#formalism#was#first#developed#by#British#scholars#Roger#Fry#and#Clive#Bell#between#1912#and#1914.11#Formalism#in#art#criticism#was#popular#in#the#early#twentieth#century#when#it#became#the#interpretation#developed#in#response#to#the#abstraction#of#Cubism#and#its#seeming#refusal#of#historical#referents.#In#order#for#Picasso’s#art#to#enjoy#critical#acclaim,#a#separation—or#even#complete#denial—of#his#political#associations#was#necessary.#Clement#Greenberg#was#one#of#the#leading#American#formalist#critics#during#this#time.#In#his#1939#essay#“AvantQGarde#and#Kitsch”,#Greenberg#spoke#of#the#avantQgarde’s#adherence#to#“art#for#art’s#sake”,12#where#“subject#matter#or#content#becomes#something#to#be#avoided.”13#His#review#of#a#Picasso#exhibition#in#1949#mentioned#only#formalist#elements#of#the#artwork.14#In#1951#he#argued#that#“There#is#no#genuine#Marxist#aesthetics,#and#never#was.#It#is#only#a#spurious#and#vulgar#Marxism#that#presumes#to#assess#works#of#art#…#according#to#the#correctness#with#which#they#mirror#the#social#conflicts#of#the#place#and#time#in#which#they#were#produced.”15#Greenberg#went#on#to#write#in#his#1960#essay#“Modernist#Painting”#that#he#identified#Modernism#with#the#intensification#of#a#selfQcritical#tendency#that#began#with#Immanuel#Kant#proposing#a#disinterested#“pure”#aesthetic#judgment.16#Greenberg’s#failure#to#acknowledge#political#and#social#influences#in#art#limited#the#ways#in#which#scholars#could#evaluate#Picasso’s#artwork#and#the#larger#implications#of#Picasso’s#political#affiliations.#Formalism#shaped#the#way#Modernist#art#was#interpreted#in#the#United#States#for#a#very#long#time#because#of#Greenberg#and#his#admirers,#such#as#Alfred#H.#Barr,#Jr.#He#was#also#responsible#for#shaping#the#formalist#theories#of#future#scholars,#such#as#Michael#Fried#and#Rosalind#Krauss.#Fried#
                                                       
11 Pam Meecham and Julie Sheldon,  Modern Art: A Critical Introduction (New York: Routledge, 2000) , 
pp. 11–12. 
12 The term comes from the French “l’art pour l’art”, which was first used in Victor Cousin’s 1818 book 
Questions esthétiques et religieuses where he states that art is not in the service of religion and morals, and 
art should only exist for art’s sake. Wallace Fowlie, Poem and Symbol: A Brief History of French 
Symbolism (London: The Pennsylvania State University Press, 1990), p. 2 
13 Clement Greenberg, “Avant-Garde and Kitsch,” Partisan Review, Fall 1939 in Clement Greenberg and 
John O’Brian, ed., Clement Greenberg The Collected Essays and Criticism, Volume 1: Perceptions and 
Judgments 1939–1944 (Chicago: University of Chicago Press, 1986), p. 8.  
14 Greenberg, “Review of an Exhibition of Picasso,” The Nation, 2 April 1949 in Greenberg and John 
O’Brian, ed., Clement Greenberg The Collected Essays and Criticism, Volume 2: Arrogant Purpose, 1945–
1949 (Chicago: University of Chicago Press, 1986), pp. 297–99. 
15 Greenberg, “Review of the Social History of Art by Arnold Hauser,” New York Times Book Review, 23 
December 1951 in Clement Greenberg and John O’Brian, ed., Clement Greenberg The Collected Essays 
and Criticism, Volume 3: Affirmations and Refusals, 1950–1956 (Chicago: University of Chicago Press, 
1986), p. 95. 
16 Greenberg, “Modernist Painting,” Forum Lectures (Washington, D.C. Voice of America), 1960. 
Accessed: 20 April 2017. https://voices.uchicago.edu/wittgenstein/files/2007/10/Greenbergmodpaint.pdf; 
Meecham and Sheldon,  Modern Art, p. 12. 
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contended#that#formal#criteria#were#the#best#approach#when#evaluating#Modernist#artwork.17#While#he#claimed#that#elements#outside#of#the#formal#context#of#artwork#could#be#informative,#Fried#also#maintained#that#contentQled#types#of#interpretations#were#“largely#unable#to#make#convincing#discriminations#of#value#among#the#works#of#a#particular#artist,#and#in#this#century#it#often#happens#that#those#paintings#that#are#most#full#of#explicit#human#content#can#be#faulted#on#formal#grounds—Picasso’s#Guernica#is#perhaps#the#most#conspicuous#example”.18#In#her#1980#essay#“In#the#Name#of#Picasso”,#Krauss#attacked#what#she#dubbed#the#“history#of#the#proper#name”,#which#was#an#art#historical#approach#that#devalued#the#use#of#form#and#style#and#believed#that#everything#in#Picasso’s#artwork#was#representative#of#an#aspect#of#his#personal#life.19#Krauss#instead#argued#that#Picasso’s#oeuvre—especially#his#papier&collés—could#be#understood#by#evaluating#the#formal#elements#of#the#artwork#rather#than#using#biographical#material.20###The#view#of#many#art#institutions,#antiQCommunist#intellectuals21,#and#Western#governments#was#that#Picasso#joined#the#wrong#side#during#the#Cold#War,#and#his#art#was#occasionally#criticised#and#considered#compromised#because#it#trumpeted#his#Communist#views#at#times.22#As#a#result,#the#established#art#historical#consensus#was#that#the#quality#of#Picasso’s#art#coincidentally#or#not#began#to#decline#during#his#politicised#years.23#For#example,#in#1948#Clement#Greenberg#stated#that#by#the#early#1930s#Picasso’s#work#was#facing#a#decline#from#which#it#would#never#recover.24#There#are#other#scholars#who#have#instead#chosen#to#label#Picasso’s#political#interactions#as#superficial,#such#as#John#Richardson.#Richardson#is#one#of#the#most#respected#Picasso#historians.#His#first#major#Picasso#publication#was#released#in#1956,#and#since#then#he#has#authored#the#most#inQdepth#and#comprehensive#Picasso#biography#to#date.#Richardson#has#thus#far#completed#three#volumes#of#his#Picasso#series,#which#ends#in#1932.#The#fourth#volume#will#cover#the#years#between#1933#and#1944#
                                                       
17 Michael Fried, “Three American Painters: Kenneth Noland, Jules Olitski, Frank Stella,” originally 
published in 1965, in Fried, Art and Objecthood: Essays and Reviews (Chicago: University of Chicago 
Press, 1986), p. 214. 
18 Ibid., p. 215. 
19 Rosalind Krauss, “In The Name of Picasso,” October 16 (1981): pp. 7, 22. 
20 Ibid., p. 22. 
21 When I refer to intellectuals in this thesis, it is based on the definition developed by philosopher and 
historian Leszek Kolakowski: “all those whose profession is to create and communicate cultural values—
scientific information, an outlook on the world works of art, knowledge of current society, political 
opinions”. Leszek Kolakowski, trans. J.Z. Peel, Marxism and Beyond: On Historical Understanding and 
Individual Responsibility (London: Pall Mall Press, 1969), p. 179. My definition also includes those “who 
use their fame, their prestige to lend their weight to a political cause”. David Drake, Intellectuals and 
Politics in Post-War France (New York: Palgrave, 2002), pp. 1–2. 
22  Jonathan Harris, “Introduction: Picasso as a Sign of Class Struggle,” in Jonathan Harris and Richard 
Koeck, eds., Picasso and the Politics of Visual Representation: War and Peace in the Era of the Cold War 
and Since (Liverpool, UK: Liverpool University Press, 2013), p. 10. 
23 Ibid., p. 16.  
24 Greenberg, “The Decline of Cubism,” Partisan Review 3 (1948) cited in Greenberg and John O’Brian, 
ed., Arrogant Purpose, p. 214. 
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25 The original intended release date has passed and a new one has not yet been confirmed. Ian Buruma, 
“The Personal Arcadia of John Richardson,” New York Times, 21 September 2014. Accessed: 5 January 
2018. https://www.nytimes.com/2014/09/12/t-magazine/john-richardson-art-historian-estate-
connecticut.html 
26 John Richardson, “How Political Was Picasso?”, New York Review of Books, 25 November 2010, p. 2. 
Accessed: 19 November 2014. http://www.nybooks.com/articles/archives/2010/nov/25/how-political-was-
picasso/ 
27 Ibid. 
28 Pablo Picasso, La Guerre, 1952, oil on fibreboard, Temple de la Paix, Musée national Picasso La Guerre 
et la Paix, Vallauris, France. 
29 Pablo Picasso, La Paix, 1952, oil on fibreboard, Temple de la Paix, Musée national Picasso La Guerre et 
la Paix, Vallauris, France. 
30 Pablo Picasso, Le Charnier, 1945, oil and charcoal on canvas, Museum of Modern Art, New York. 
31 Richardson, “How Political Was Picasso?”, p. 1. 
32 Any reference to Communism or Communists in this thesis refers to various national Communist parties, 
their members, and their sympathisers. 
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33 Max Raphael, John Tagg, ed., trans. Inge Marcuse, Marx, Proudhon, Picasso: Three Studies in the 
Sociology of Art (London: Lawrence and Wishart, 1980), p. 116. 
34 John Berger, The Success and Failure of Picasso (New York: Pantheon Books, 1965), p. 172. 
35 T.J. Clark, Image of the People: Gustave Courbet and the 1848 Revolution (London: Thames and 
Hudson, 1973); T.J. Clark, The Absolute Bourgeois: Artists and Politics in France 1848–1851 (London: 
Thames and Hudson, 1973); T.J. Clark, “The Conditions of Artistic Creation,” Times Literary Supplement, 
24 May 1974.  
36 Clark, Image of the People, p. 12. 
37 Ibid., p. 13. 
38 Clark, Farewell to an Idea: Episodes from a History of Modernism (London: Yale University Press, 
1999). 
39 Clark, Picasso and Truth: From Cubism to Guernica (Oxford, UK: Princeton University Press, 2013), p. 
240. 
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40 “The Collection,” Musée national Picasso-Paris. Accessed: 3 January 2018. 
http://www.museepicassoparis.fr/en/the-collection/ 
41 Christoph Grunenberg and Lynda Morris, eds., Picasso Peace and Freedom (London: Tate Publishing, 
2010). 
42 Gertje Utley, “Picasso and the Parti de la Renaissance Française: The Artist as a Communist, 1944-
1953,” Ph.D. diss., Institute of Fine Arts, New York University, 1997. 
43 André Malraux, trans. June and Jacques Guicharnaud, Picasso’s Mask (New York: Da Capo Press, 
1994), p. 13 and Brassaï, Conversations avec Picasso (Paris: Gallimard, 1964), p. 223 in Utley, Communist 
Years, p. 216. 
44 Any mention of the Left, Leftist, or the Left wing in this thesis refers to those who strongly support 
socialist values, the struggles of the working classes, and the pursuit of an egalitarian society. When 
speaking specifically of Leftists in twentieth-century Europe, I am referring to members of the official 
Communist or Socialist parties or those who sympathised with the values those parties represented. It is 
important to note that this label is being used despite the substantial disagreement among Leftists over how 
to achieve common goals.#
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45 Utley, Communist Years, p. 216. 
46 Ibid., p. 1. 
47 When I refer to Socialist Realism in this thesis, I am speaking of the official cultural policy of the 
Communist Party of the Soviet Union. During the Soviet Writers’ Congress held in Moscow in 1934, 
Andrei Zhdanov called for realist and optimistic depictions that would “contribute to the building of a 
Communist society”. In 1946, the policy was formalised in a doctrine named after Zhdanov—who was then 
a secretary within the Party—and it informed Soviet cultural policy until Stalin’s death. Emma Barker, 
“Life in Paris in the 1930s,” in Paul Wood, ed., Varieties of Modernism (New Haven, CT: Yale University 
Press, 2004), p. 28. 
48 Roberto Otero, Forever Picasso: An Intimate Look at His Last Years (New York: Harry N. Abrams, 
1975), p. 184 quoted in Utley, Communist Years, p. 206. 
49 Pablo Picasso, Massacre en Corée, 1951, oil on plywood, Musée Picasso, Paris. 
50 Utley, Communist Years, p. 151.  
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51 Harris, “Introduction: Picasso as a Sign of Class Struggle,” in Harris and Koeck, eds., Visual 
Representation, p. 9. 
52 Ibid., p. 19. It is essential to note that another attitude was prominent during Picasso’s time in the PCF: 
these were hardline Communists who deemed Picasso’s dedication to the Party as superficial because his 
art that did not adhere to the Socialist Realist style set forth by the Soviets. This includes Communists such 
as politician Auguste Lecoeur and Socialist Realist André Fougeron. For example, André Fougeron wrote 
that the printing of Picasso’s 1953 Stalin portrait in Les Lettres Françaises encouraged a sterile form of 
aesthetics. I will discuss this more in Chapter Two. André Fougeron, “Sur un portrait de Staline,” Les 
Lettres Françaises, 26 March 1953, p. 9. 
53 Harris, “Introduction: Picasso as a Sign of Class Struggle,” in Harris and Koeck, eds., Visual 
Representation, p. 10.  
54 Josie Lopez, “Picasso and the Forgotten War,” in Harris and Koeck, eds., Visual Representation, p. 152. 
55 David Craven, “When Picasso was Feared by the US Government,” in Harris and Koeck, eds.,Visual 
Representation, p. 116. 
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inspired#artworks#and#his#PCF#membership.#The#depth#of#an#individual’s#political#commitment#cannot#be#ascertained#purely#with#reference#to#presumed#sincerity#of#belief.#Rather,#we#need#to#consider#how#this#commitment#was#perceived#and#renewed#through#the#perceptions#and#demands#of#others.#It#is#necessary#to#feature#a#broader#range#of#people#and#communities#to#understand#the#construction#of#the#political#image#of#Picasso#and#the#efficacy#of#this#image#as#a#cultural#weapon#throughout#the#Cold#War.#It#is#important#to#decipher#the#values#Picasso#represented;#however,#it#is#also#essential#to#uncover#outside#perceptions#of#the#artist.#The#following#chapters#will#analyse#these#diverse#perspectives#in#an#attempt#to#further#evaluate#the#nature#of#Picasso’s#politics.#I#would#like#to#add#to#the#existing#scholarship#by#exploring#the#importance#of#public#perception#and#the#reception#to#Picasso#in#order#to#establish#a#more#complete#understanding#of#his#political#image#and#message.### For#the#most#part,#the#Picasso#literature#is#divided#into#two#genres.#The#first#is#biographies#that#include#all#aspects#of#Picasso’s#life#(art,#politics,#family,#colleagues,#war,#etc.)#with#little#depth#in#the#treatment#of#the#individual#topics.#John#Richardson’s#multiQvolume#biography#is#thus#far#the#only#successful#attempt#at#this#because#of#its#multiQpart#structure.#The#other#genre#is#one#that#has#emerged#in#the#scholarship#within#the#past#twenty#years.#These#are#more#tightly#focused#studies#of#particular#aspects#of#Picasso’s#life#and#oeuvre,#such#as#YveQAlain#Bois’s#work#on#the#relationship#between#Matisse#and#Picasso#or#Charles#Palermo’s#new#take#on#Picasso’s#art#and#Guillaume#Apollinaire’s#writings.#However,#some#of#these#publications#offer#an#almost#overly#narrow#perspective.56#Picasso’s#political#feelings#were#inseparable#from#his#broader#human#sympathies;#thus,#cannot#be#compartmentalised.#It#is#therefore#important#when#looking#at#Picasso’s#politics#to#not#limit#the#scope#of#research.# #It#is#easy#to#acknowledge#that#gaps#exist#in#the#current#literature,#but#what#can#be#done#to#fill#in#those#gaps?#I#have#developed#my#argument#by#employing#a#vast#array#of#secondary#sources#and#an#invaluable#collection#of#primary#resources.#I#spent#considerable#time#in#Paris#conducting#research#in#the#archives#of#the#stateQrun#Musée&national&PicassoSParis,#which#first#opened#its#doors#in#1985.#It#was#not#until#1992#that#Picasso’s#personal#archives—which#number#200,000#items—entered#the#national#collection.57#Although#it#had#been#shut#for#renovations#since#2009,#the#AMNPP#lent#important#archival#material#to#Tate#Liverpool#for#the#Picasso:&Peace&and&Freedom&exhibition.&The#Museum#reQopened#its#doors#in#October#2014;#however,#the#archives#were#still#being#renovated.#Fortunately,#in#early#2015#I#was#granted#special#permission#to#spend#seven#months#analysing#forty#boxes#of#Picasso’s#political#correspondence#and#other#documentation#while#the#reQorganisation#of#the#Picasso#
                                                       
56 Yve-Alain Bois, Matisse and Picasso (Paris: Flammarion, 2001) and Charles Palermo, Modernism and 
Authority: Picasso and His Milieu Around 1900 (Oakland, CA: University of California Press, 2015). 
57 “The Collection,” Musée national Picasso-Paris. Accessed: 3 January 2018. 
http://www.museepicassoparis.fr/en/the-collection/  
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Archives#was#still#in#progress.#There#are#few#primary#sources#outside#of#the#AMNPP#that#document#the#extent#and#reach#of#Picasso’s#political#affiliations#and#peace#commitments.#After#examining#the#correspondence#in#the#AMNPP,&I#was#able#to#offer#a#fresh#framework#for#interpreting#Picasso’s#politics#in#the#following#chapters.#The#countless#letters#he#received#help#us#understand#Picasso’s#commitment#to#Communist#causes,#but#they#also#allow#us#to#analyse#the#opinions#of#Picasso’s#admirers#who#considered#him#a#cultural#influence.#Both#his#actions#and#the#perceptions#of#those#who#interpreted#said#actions#help#us#move#beyond#Picasso’s#personal#sincerity#and#towards#a#broader#understanding#of#Picasso#as#a#politically#engaged#artist.#I#have#specifically#chosen#letters#from#the#AMNPP#that#illustrate#the#depth#of#Picasso’s#political#involvement#and#the#respect#given#to#him#by#various#political#figures#worldwide#because#of#his#commitment#to#Communist#and#humanitarian#causes.#These#letters#were#written#by#a#multitude#of#charitable#organisations#and#political#groups#thanking#Picasso#for#his#participation#in#their#plight,#or#because#they#include#messages#acknowledging#Picasso’s#donations#of#artwork,#time,#or#money#to#their#group.#Utley#also#uses#letters#found#in#the#Picasso#Archives#in#The&Communist&Years;&however,#her#objective#differs#from#mine.#I#use#a#more#diverse#sample#of#letters#to#demonstrate#the#level#of#Picasso’s#political#engagement#and#his#involvement#in#issues#related#to#disenfranchised#Communists.#In#addition,#I#use#a#selection#of#letters#to#illustrate#Picasso’s#standing#and#symbolic#importance#within#a#global#network#of#activists#and#humanitarians.#My#aim#is#to#explain#the#expectations#others#held#of#Picasso#and#the#way#his#reputation,#creativity,#and#financial#generosity#were#counted#on#to#support#their#political#organisations.## ##The#research#I#conducted#over#the#span#of#five#weeks#at#the#Alfred#H.#Barr,#Jr.#Archives#of#the#Museum#of#Modern#Art#(MoMA)#and#the#Archives#of#American#Art#of#the#Smithsonian#Institution#in#New#York#City#also#contributed#immensely#to#this#study—particularly#to#Chapter#Four.#The#letters#and#exhibition#files#within#these#archives#allowed#me#to#construct#a#narrative#that#explains#how#modern#art#and#Picasso#were#depoliticised#in#order#to#become#an#acceptable#and#integral#part#of#the#American#art#market#during#the#Cold#War.##I#have#used#both#primary#and#secondary#sources#to#put#politics#back#into#the#history#of#Picasso,#support#the#trends#in#the#political#Picasso#scholarship,#and#build#on#the#work#of#institutions#like#Tate#Liverpool.#When#read#together,#all#four#chapters#outline#the#diverse#political#uses#and#depoliticising#strategies#deployed#by#Picasso,#his#admirers,#his#dealers,#and#various#institutions,#which#illustrates#the#discrepancy#in#his#political#significance#depending#on#context,#place,#audience,#and#intentions.######
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in#1901,#Picasso#produced#and#edited#the#shortQlived#journal#Arte&Joven#in#which#literary#anarchism#and#sympathy#for#the#poor#flourished.67### Art#historian#Patricia#Leighten#has#led#the#charge#in#reQconsidering#Picasso’s#anarchist#beginnings.#In#her#1989#volume#entitled#ReSOrdering&the&Universe:&Picasso&and&Anarchism,&1897–1914,&she#argued#that#from#the#beginning#of#his#artistic#career,#Picasso#was#drawn#to#subjects#that#were#implicitly#political:#images#of#marginalised#members#of#urban#society#in#the#Blue#Period#(1901–04);#newspaper#clippings#used#in#Picasso’s#papier&collés#whose#political#context#may#have#sparked#debate#among#his#peers;#and#Cubist#artworks#of#cafés#reminiscent#of#Els&Quatre&Gats&where#intellectuals#would#gather#and#exchange#ideas.68#These#anarchist#themes#informed#Picasso’s#art,#and#the#political#and#social#climate#may#have#shaped#Picasso’s#early#views#and#informed#his#political#sympathies#for#the#rest#of#his#life.##Upon#moving#to#Paris#in#1904,#Picasso#continued#to#move#in#artistic#anarchist#circles#and#became#influenced#by#friends#such#as#Guillaume#Apollinaire,#André#Salmon,#and#Alfred#Jarry.69#Picasso’s#anarchist#involvement#in#Spain#was#widely#known#and#solidified,#which#convinced#the#French#authorities#to#monitor#his#movements#immediately#after#his#relocation#to#Paris.70#Leighten#suggested#that#more#than#half#of#the#newspapers#used#in#Picasso’s#Cubist#papier&collés#between#1912#and#1914#contained#political#subject#matter#pertaining#to#the#political#state#of#Europe#and#the#Balkan#Wars.71#For#example,#in#Guitare,&feuille&de&musique,&et&verre72&(1912),&Picasso#pasted#the#headline#of#a#newspaper#that#read#“La#bataille#s’est#engagé[e].”73#In#Verre&et&bouteille&de&Suze74&(1912),#Picasso#incorporated#many#pieces#of#newsprint#with#articles#pertaining#to#military#strategy#and#movements#in#the#Balkans,#descriptions#of#war#victims,#accounts#of#the#cholera#epidemic#among#soldiers,#and#a#mass#anarchist/pacifist#meeting#including#quotes#from#the#speakers.75#Much#of#the#newsprint#Picasso#used#in#his#papier&collés&reflected#the#problems#in#Europe#leading#up#to#the#First#World#War.76##
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Chapters#One#and#Two#interweave#a#history#of#the#artist,#his#work,#and#his#political#struggles#within#the#context#of#the#time#in#an#effort#to#explain#how#he#chose#to#express#his#commitment#to#the#PCF.#Chapters#Three#and#Four#instead#draw#on#archival#research#and#examine#Picasso’s#public#perception#and#brand.96#Chapter#Three#focuses#on#my#analysis#of#documents#found#in#the#AMNPP#and#the#Bibliothéque&nationale&de&France.#The#political#correspondence#reveals#how#Picasso’s#admirers,#comrades,#and#colleagues#understood#the#artist’s#commitment#to#political#causes.#The#letters#also#expose#the#amount#of#artwork#and#money#Picasso#donated#to#lesserQknown#political#and#charitable#organisations#until#his#death.#A#close#examination#of#the#files#uncovers#the#number#of#Communist#and#humanitarian#groups#to#which#Picasso#belonged#and#his#involvement#with#political#campaigns#in#support#of#persecuted#and#mistreated#comrades#around#the#world.#The#multitude#of#boxes#within#the#AMNPP#not#only#provides#proof#of#Picasso’s#continual#philanthropic#contributions#and#engagement#with#the#Party,#they#also#illustrate#his#various#international#identities:#Picasso#the#Communist,#Picasso#the#peace#advocate,#and#Picasso#the#celebrity.#The#correspondence#explains#how#Picasso#became#known#as#a#representative#of#various#political#movements.#The#sincerity#of#Picasso’s#engagement#with#the#PCF#and#the#Party’s#associated#causes#and#charities#cannot#be#easily#ascertained;#therefore#these#perceptions#of#Picasso#by#outsiders#are#as#valuable#in#the#study#of#the#artist#as#the#reality#of#his#commitment.#The#public’s#reception#to#Picasso#helps#us#form#a#more#complete#picture#of#Picasso’s#politics#and#where#it#was#seen#to#be#most#evident#and#effective.## Finally,#Chapter#Four#examines#how#Picasso#and#his#artworks#were#utilised#during#the#cultural#Cold#War.#Specifically,#I#will#look#at#how#American#art#institutions#chose#to#promote#Picasso#and#Modernism#after#MoMA’s#opening#in#1929.#The#chapter#is#based#on#archival#findings#from#MoMA’s#archives#and#the#Archives#of#American#Art.#This#is#an#extremely#valuable#facet#of#Picasso’s#life#to#study:#I#will#reveal#how#his#image,#work,#and#reputation#were#adjusted#by#MoMA#to#accommodate#the#realities#of#postQWWII#America.#I#describe#how#Picasso’s#oeuvre—despite#his#political#affiliations—came#to#be#accepted#in#the#largely#antiQCommunist#environment#of#the#United#States.#While#Chapter#Three#dealt#with#popular#perceptions#of#Picasso,#Chapter#Four#will#study#the#contributions,#strategies,#and#methods#of#Alfred#H.#Barr,#Jr.#and#MoMA#to#create#those#perceptions#and#make#Picasso’s#work#and#the#work#of#all#Modernists#palatable#to#an#American#audience.#This#will#be#done#through#the#deconstruction#of#the#American#art#market#and#its#art#institutions.#Exhibition#catalogues,#museum#bulletins,#and#press#releases#by#MoMA#in#addition#to#reviews#from#art#critics#will#illustrate#how#Picasso#was#depoliticised#and#made#into#a#brand#that#could#be#marketed#towards#American#spectators#during#the#Cold#War.#Barr’s#efforts#as#director#demonstrate#that#while#he#recognised#Picasso’s#politics,#he#also#attempted#to#sever#the#connections#between#Modernism#and#
                                                       
96 When I refer to Picasso’s brand in this thesis, I am referring to a marketing tool used by American art 
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the artist and his work in the overtly anti-Communist environment of post-WWII America. 
       `   










As!far!as!I’m!concerned,!I’ll!continue!to!be!aesthetic,!or!if!you!prefer,!purely!cerebral.!I’ll!continue!! making!art!without!preoccupying!myself!with!the!question!of!its!influence,!or!if!it!“humanizes”!our!! life,!as!you!put!it.!If!it!contains!a!truth,!my!work!will!be!useful!without!my!express!wish.!If!it!! doesn’t!hold!a!truth,!so!much!the!worse.!I!will!have!lost!my!time.!But!I!will!never!make!art!with!the!! preconceived!idea!of!serving!the!interests!of!the!political,!religious,!or!military!art!of!a!country.2! ! ! ! ! !In!stark!contrast,!upon!joining!the!Parti#communiste#français!(PCF)!fourteen!years!later,!Picasso!made!his!intentions!and!motivations!public!in!a!statement!to!Pol!Gaillard,!which!was!published!in!October!1944!in!the!PCF?run!newspaper!L’Humanité#and!in!a!condensed!form!in!the!New!York!Marxist!magazine!
New#Masses:!
My!adhesion!to!the!Communist!Party!is!the!logical!outcome!of!my!whole!life.!For!I!am!glad!to!say!! that!I!have!never!considered!painting!simply!as!pleasure?giving!art,!a!distraction;!I!have!wanted,!! by!drawing!and!by!colour!since!those!were!my!weapons,!to!penetrate!always!further!forward!into!! the!consciousness!of!the!world!and!of!men,!so!that!this!understanding!may!liberate!us!further!each!! day!…!These!years!of!terrible!oppression!have!proved!to!me!that!I!should!struggle!not!only!for!! my!art!but!with!my!whole!being.3!!! ! ! ! ! ! !! ! ! ! ! ! ! ! ! ! ! ! !The!differences!between!these!statements!are!quite!revealing.!Which!events!convinced!Picasso!to!change!the!direction!and!meaning!of!his!artwork!over!such!a!short!span!of!time?!How!was!he!once!unwilling!to!place!his!art!at!the!service!of!a!nation!but!was!then!able!to!declare!his!work!a!weapon!in!the!struggle!against!oppression?!Why!did!Picasso!choose!the!Communist!Party!as!the!vessel!through!which!to!express!his!views!on!politics,!war,!and!peace?!Did!this!new!perspective!mean!he!had!to!change!his!artwork!to!better!serve!his!Party?!Starting!in!1937,!I!will!trace!Picasso’s!path!and!explain!how!his!experiences—beginning!with!the!Spanish!Civil!War—propelled!the!artist!to!join!the!PCF.!!
The!PCF!preferred!its!artists!to!adopt!the!Party?approved!style!of!Socialist!Realism!in!their!work;!however,!Picasso!failed!to!embrace!this!aesthetic.4!Even!though!the!Party!imposed!some!stylistic!restraints!upon!its!intellectuals,!I!will!demonstrate!how!Picasso!and!other!important!artists!created!art!without!fear!
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The!Spanish!struggle!is!the!fight!of!reaction!against!the!people,!against!freedom.!My!whole!life!as!! an!artist!has!been!nothing!more!than!a!continuous!struggle!against!reaction!and!the!death!of!art.!! How!could!anybody!think!for!a!moment!that!I!could!be!in!agreement!with!reaction!and!death?!! When!the!rebellion!began,!the!legally!elected!and!democratic!Republican!government!of!Spain!! appointed!me!director!of!the!Prado!Museum,!a!post!which!I!immediately!accepted.!In!the!panel!on!! which!I!am!working,!which!I!shall!call!Guernica,!and!in!all!my!recent!works!of!art,!I!clearly!express!! my!abhorrence!of!the!military!caste!which!has!sunk!Spain!in!an!ocean!of!pain!and!death…”21!!This!statement!was!quite!revealing.!Picasso!was!named!director!of!Madrid’s!Museo#Nacional#del#
Prado!in!September!1936—just!two!months!after!the!war!began—which!suggested!the!Republic’s!respect!for!him!even!before!Guernica#had!been!painted.22!Picasso!took!his!duties!seriously—he!was!responsible!for!the!evacuation!of!the!museum!collection!to!Valencia!that!autumn!after!the!Prado!was!hit!by!an!aerial!bombardment!targeting!a!large!section!of!Madrid,!and!two!years!later!he!financed!the!transport!of!artwork!to!Geneva!for!safekeeping.23!Picasso!used!the!word!“reaction”!to!explain!the!Nationalists’!actions!in!his!statement.!The!freedom!of!art!and!the!freedom!of!the!people!of!Republican!Spain!caused!a!“reaction”!from!Franco,!which!in!Picasso’s!eyes!was!leading!to!the!“death!of!art”.!In!contrast,!the!Republicans!stood!for!art’s!survival.!Picasso’s!actions!were!also!reactive:!he!was!using!his!art!to!respond!to!a!political!situation.!Picasso!was!not!just!upholding!strong!political!and!humanitarian!convictions!with!his!creation!of!Guernica.#The!situation!unfolding!in!Spain!was!intensely!personal!and!visceral!for!him.!With!Franco’s!forces!moving!quickly!through!Spain,!news!of!the!damage!was!reaching!Picasso!in!France!from!family!and!friends!back!home.!For!example,!the!Spanish!Republic’s!cultural!attaché!in!Paris!José!Bergamín!had!informed!Picasso!of!the!unfolding!atrocities!being!committed!in!Spain!in!early!January!1937—immediately!before!Picasso!created!Songe#et#Mensonge#de#Franco.!His!mother!also!wrote!to!him!from!Barcelona!during!this!time.24!Even!while!living!in!Paris,!Picasso!was!confronted!with!the!realities!of!the!Spanish!political!situation.!
Guernica#represented!the!Republican!struggle!and!its!political!undertones!could!not!be!denied.!With!this!mural,#Picasso#took!a!historical!and!military!catastrophe!and!universalised!it!by!depicting!it!as!a!destructive!massacre!of!innocents.!There!was!no!blatant!condemnation!of!Guernica’s!perpetrators!because!pictorially!the!aggressors!were!not!identified;!however,!the!context!in!which!it!the!painting!was!exhibited!made!their!identities!clear.!The!Republican!government!was!responsible!for!the!pavilion.!There!was!no!need!to!point!fingers!at!the!Nationalists!responsible!for!the!atrocity!because!their!involvement!was!implied.!The!families!and!lives!destroyed!were!the!focus!of!Picasso’s!work.!Those!who!could!not!speak!for!themselves!were!the!ones!in!need!of!representation.!And!from!that!moment,!the!way!in!which!Picasso!used!
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It!seems!that!some!wonder!how!Republican!Spain!can!find!the!time!and!willpower!to!participate!! in!this!display!of!Culture!and!Labour!while!in!the!midst!of!war.!It!is!this!participation!that!! distinguishes!Republican!Spain!from!the!armed!and!belligerent!faction!that!only!had!time!for!the!! destruction!of!human!lives!and!values…!it!is!precisely!because!of!this!that!we!wish!to!persevere!! and!fight!for!intellectual!and!creative!freedom,!social!justice,!and!prosperity.34! !The!Nationalists!were!labelled!enemies!of!Spanish!culture,!while!the!Republicans!hailed!themselves!as!its!defenders.!This!commitment!is!likely!why!artists!such!as!Miró!and!Picasso!accepted!the!commission!and!infused!political!meaning!into!their!works.!A!speech!by!Araquistáin’s!cultural!attaché!Max!Aub!addressed!to!the!pavilion’s!construction!workers!confirms!that!the!organisers!anticipated!some!opposition!to!the!artistic!contributions!made!by!modern!artists:!! ! ! ! !
Picasso!has!represented!here!the!tragedy!of!Guernica.!It!is!possible!that!this!art!be!accused!of!! being!too!abstract!or!difficult!for!a!pavilion!like!ours!which!seeks!to!be!above!all,!and!before!! everything!else,!popular!manifestation!…!but!I!am!certain!that!with!a!little!good!will,!everybody!! will!perceive!the!rage,!the!desperation,!and!the!terrible!protest!that!this!canvas!signifies.!Our!time!! is!that!of!realism,!but!each!country!perceives!the!real!in!a!certain!way!…!That!is!why!Goya!and!! Picasso!are!realist!painters!even!if!they!appear!to!other!people!as!extravagant!personalities...35!! !Aub!understood!the!need!for!the!pavilion’s!art!to!be!a!form!of!“popular!expression”!and!for!each!artwork!to!be!universally!understood.!However,!Aub!also!created!his!own!version!of!“realism”!and!connected!it!to!a!national!definition.!Spanish!master!Francisco!Goya!and!Picasso!were!linked!in!tradition!as!two!Spanish!artists!who!protested!against!war.!For!Republican!Spain,!they!were!“realists”!as!Aub!described!because!
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( Barr!and!Picasso!had!a!complex!relationship.!Letters!in!the!AMNPP!and!MoMA!Archives!confirm!that!despite!their!friendship!and!despite!Barr!always!supporting!Picasso’s!art,!Barr!saw!Picasso’s!political!affiliations!as!problematic.!Picasso!was!both!an!artist!and!a!Communist.!Barr!demonstrated!in!a!letter!to!MoMA!trustees!his!desire!for!Picasso!to!separate!himself!from!the!PCF.!On!1!August!1957,!Barr!wrote!to!MoMA!president!William!Burden—with!copies!sent!to!both!director!René!d’Harnoncourt!and!Chairman!of!the!Department!of!Painting!and!Sculpture!James!Thrall!Soby.!Barr!informed!his!colleagues!of!the!photographer!David!Duncan!who!had!recently!spent!three!months!photographing!Picasso!in!the!south!of!France.!Barr!quoted!from!a!letter!he!received!from!Duncan!dated!23!June!1957:!!During!our!many,!many!talks,!especially!during!these!days!since!I!came!back!from!New!York,!! I’ve!come!to!the!firm!conclusion!that!he’d![Picasso]!love!nothing!better!than!to!visit!the!! States.!If!he!were!invited!by!someone!in!our!highest!circles!I!feel!that!he’s!ready!to!come.!! He’s!fully!aware!of!the!residual!McCarthyist!elements!that!might!make!for!some!! embarrassing!moments,!but!I!think!he’d!take!his!chances!on!facing!such!moments!as!they!! arose.!Incidentally,!at!the!political!level,!from!people!who!should!really!know,!I’m!sure!that!! he!has!very,!very!little!to!do!with!the!French!Party—if!at!all.!In!fact,!a!visit!to!the!States!! would,!in!every!likelihood,!bring!some!sort!of!statement!from!him!that!might!make!him!! break!with!them!openly,!for!good.!Anyways,!simply!as!the!artist!who!produced!your!great!! exhibition,!I’ve!been!hoping!that!some!of!your!Museum!trusteeBbrass!might!smooth!the!way!! to!have!him!invited,!for!this!autumn.252!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
251 Frascina, “Institutions, Culture, and America's 'Cold War Years': The Making of Greenberg's 'Modernist 
Painting’,” Oxford Art Journal 26, no. 1 (2003): p. 92.  
252 See part of Picasso’s interview in the July 1957 issue of the Atlantic in Chapter Two, page 85. David 
Duncan to Alfred H. Barr, Jr., 23 June 1957, 12.III.A.15.b., “Picasso Book” – corresp. and printed matter: 
1957 – David Duncan, Barr Picasso Papers, MoMA Archives, New York.  
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Duncan!did!not!hint!at!what!Picasso!may!have!said!to!indicate!that!his!allegiance!to!the!PCF!was!weak,!which!makes!it!difficult!to!judge!his!statement.!However,!this!letter!must!have!piqued!the!interest!of!Barr—a!Picasso!visit!to!the!United!States!that!included!his!renunciation!of!the!Party!would!have!made!Barr’s!job!of!promoting!Picasso’s!art!much!easier.!Barr!appeared!to!agree!with!Duncan!in!regards!to!Picasso’s!convictions:!!I!think!that!Duncan!may!well!be!right!about!Picasso’s!attitude!toward!the!Party.!And!even!if!! he!still!has!the!same!degree!of!rather!idealistic!loyalty!he!expressed!in!the!July!Atlantic,!I!! think!we!might!do!a!great!deal!to!“corrupt”!him!if!he!could!be!invited.!Even!if!he!shouldn't!! come—which!is!more!than!likely—him!being!asked!would!make!a!great!difference!to!him!! and!even!more!to!the!artists!and!intellectuals!throughout!the!world!who!are!impressed!by!! Russia’s!“thaw”!but!wonder!whether%we!are!going!to!respond.!I!think!inviting!Picasso!would!! be!a!bold!stroke!in!the!cultural!struggle!between!them!and!us!in!which!thanks!to!various!! reasons!we!miss!one!chance!after!another…253! ! ! !!Barr!believed!that!Picasso!could!be!easily!convinced!to!leave!the!PCF!if!he!first!visited!the!United!States!so!that!they!could,!in!Barr’s!words,!“corrupt”!him.!Art!could!be!an!index!of!artistic!and!political!freedom,!and!MoMA!wanted!Picasso!to!choose!their!“side”!of!the!ideological!struggle!during!the!Cold!War.!It!is!interesting!how!a!simple!invitation!to!a!leading!artist!featured!prominently!at!MoMA!could!have!represented!something!much!more!profound.!!!Barr!was!not!ignorant!of!Picasso’s!connections!to!the!PCF.!Letters!in!MoMA’s!archives!demonstrate!that!Barr!kept!tabs!on!Picasso’s!relationship!with!the!Party.!In!a!confidential!letter!from!Richard!Hunt!of!the!National!Committee!for!a!Free!Europe,!Inc.!to!Barr!in!1954,!Hunt!explained!that!Barr!had!expressed!“interest!in!the!information![on!the!Communist!attitude!toward!Picasso]!and!the!hope!that!I!might!find!other!attacks!on!Picasso.”254!The!National!Committee!for!a!Free!Europe!was!an!antiBCommunist!organisation!created!in!1949!as!a!publicBprivate!partnership!of!the!United!States!Office!of!Policy!Coordination/Central!Intelligence!Agency!and!leading!members!of!the!American!establishment,!which!promoted!the!liberation!of!Eastern!European!bloc!countries!from!Soviet!rule.255!Attached!to!this!particular!letter!from!Hunt!was!information!regarding!the!Communist!Party’s!relationship!with!Picasso.!One!section!outlined!how!the!Party!wanted!to!end!its!discussion!on!Socialist!Realism!in!regards!to!Picasso,!not!because!it!wanted!to!abandon!the!art!form,!but!rather!because!it!was!preferable!to!not!offend!a!Party!member!and!artist!of!such!prestige.256!Moreover,!with!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
253 Alfred H. Barr, Jr., to Willian Burden, 1 August 1957, ibid. 
254 Richard Hunt from the National Committee for a Free Europe, Inc. to Alfred H. Barr, Jr., 9 January 
1954, Communists & Picasso: 1950s, 12.II.C, Barr Picasso Papers, MoMA Archives, New York. 
255 “From Free Europe to Free Poland: Free Europe Committee in the Cold War,” Wilson Center Cold War 
International History Project. Accessed: 12 May 2017. https://www.wilsoncenter.org/event/free-europe-to-
free-poland-free-europe-committee-the-cold-war 
256 Attached documents to letter from Richard Hunt to Alfred H. Barr, Jr., 9 January 1954, “Picasso, 
Casanova, and ‘Socialist Realism’,” item no. 5484/52 – 29 April – IV-2128, Communists & Picasso: 




257 Examples of this will be explored later in the chapter. 
258 Mesch, Art and Politics, p. 25 
259 Barr claimed to instigate up to ninety per cent of MoMA’s acquisitions. Alfred H. Barr, Jr. to A.H. 
Morey, 1 April 1948, microfilm 2171, AHB Papers, Archives of American Art, New York.  
260 Alfred H. Barr, Jr. to Picasso, letter of introduction to José Gomez-Sicre, 25 July 1949, E16 - Relations 
avec les institutions culturelles, musées et bibliotheques publiques, Étas-Unis, 1925–1970, box 
ARPECB0339; folder: New York MoMA, Archives du Musée national Picasso-Paris (AMNPP).  
261 José Gomez-Sicre, “An Afternoon with Picasso,” August 1949, printed in Americas, vol 25, no. 11–12,  
(November–December 1973), 12.III.A.1.b. "Picasso Book" – corresp. & printed matter: 1973–72 – genl, 
Barr Picasso Papers, MoMA Archives, New York. 
262Alfred H. Barr, Jr. to Picasso, 15 January 1945, E16 - Relations avec les institutions culturelles, musées 






263 Alfred H. Barr, Jr. to Picasso, 21 June 1954, ibid. 
264 Alfred H. Barr, Jr. to Picasso, Barr to Jacqueline Roque, 23 July 1957 (separate letters), ibid. 
265 “My wife and I did not come to Europe this summer and greatly missed seeing you.” Alfred H. Barr, Jr. 
to Picasso, 23 September 1953, ibid. “My wife joins me in sending you our most cordial greetings. We both 
look forward so much to seeing you again.” Barr to Picasso, 12 May 1956, ibid. “It’s hard to believe that a 
whole year has passed since my wife and I arrived in Cannes last summer. What a wonderfully interesting 
time you gave us.” Barr to Picasso, 17 June 1957, ibid. 
266 Stanley Eichelbaum to Alfred H. Barr, Jr., 20 November (no year), ibid. 
267 Alfred H. Barr, Jr. to Picasso, 31 July 1953, ibid. It is unclear why these postcards exist in Barr’s 
archives and not Picasso’s. 






270 Alfred H. Barr, Jr. to Picasso, 26 May 1958, ibid. 
271 Samuel Rosenman and Harry Truman to Alfred H. Barr, Jr., 12 June 1958 (separate letters), Barr 
Picasso Papers, 12.III.A.14 – “Picasso Book” – corresp. and printed matter: 1958, Barr Picasso Papers, 
MoMA Archives, New York. 
272 Matisse spent much of his life living in the south of France, not far from Picasso.  
273 Harry S. Truman to Alfred H. Barr, Jr. and Samuel Rosenman to Barr, 12 June 1958, Barr Picasso 
Papers, 12.III.A.14. – “Picasso Book” – corresp. and printed matter: 1958, Barr Picasso Papers, MoMA 
Archives, New York. 
274 Taylor D. Littleton and Maltby Sykes, Advancing American Art: Painting, Politics, and Cultural 







275  Harold Rosenberg, “American Action Painting,” p. 49.  
276 Fred Orton, “Action, Revolution and Painting,” Oxford Art Journal 14, no. 2 (1991): p. 10. 
277 Ibid. 
278 Harold Rosenberg, “American Action Painting,” Art News 51, no. 8 (December 1952): p. 49 cited in 
Orton, “Action, Revolution and Painting,” p. 10. 
279 Newman, “The Statesman,” in Newman and Sandler, eds., Defining Modern Art, p. 203.  
280 Alfred H. Barr, Jr., Statement in Tenth Anniversary Exhibition, 13 April–10 May 1949 (Cincinnati, OH: 
The Cincinnati Modern Art Society, 1949), p. 2 cited in Newman, “The Statesman,” in Newman and 
Sandler, eds., Defining Modern Art, p. 203. 
281 Dossin, Rise and Fall of American Art, p. 40. 
!!
! 172!
“not!indigenous!to!our!soil”.282!HearstBowned!newspapers!such!as!New%YorkLJournal%American!ran!photos!of!the!exhibition!accompanied!by!insulting!captions!written!by!American!conservatives.283!After!the!show!had!ended,!Illinois!Republican!Congressman!Fred!Ernest!Busbey!published!a!list!of!twentyBfour!of!the!exhibition’s!artists!along!with!information!taken!from!files!belonging!to!the!House!UnBAmerican!Activities!Committee!to!prove!that!they!were!subversive.284!In!1948,!Picasso!was!sent!a!cable!from!artist!Stuart!Davis,!sculptor!Jacques!Lipchitz,!and!former!MoMA!curator!James!Sweeney.!In!the!cable,!they!described!the!“serious!wave!of!animosity!towards!free!expression”!in!painting!and!sculpture!that!was!growing!in!the!American!press.285!This!“wave!of!animosity”!led!to!one!of!the!most!famous!accusations!regarding!the!connections!between!Modernism!and!Communism,!which!originated!from!member!of!the!United!States!House!of!Representatives!George!A.!Dondero.!In!a!speech!made!to!Congress!on!6!August!1949!entitled!“Modern!Art!Shackled!to!Communism”,!Dondero—backed!by!2,000!letters!of!support!from!the!American!public—made!his!point!clear:!!! ! !All!these!isms!are!of!foreign!origin,!and!truly!should!have!no!place!in!American!art.!While!!! not!all!are!media!of!social!or!political!protest,!all!are!instruments!and!weapons!of!! destruction!…!We!are!now!face!to!face!with!the!intolerable!situation,!where!public!schools,!! colleges!and!universities,!art!and!technical!schools,!invaded!by!a!horde!of!foreign!art!! manglers,!are!selling!to!our!young!men!and!women!a!subversive!doctrine!of!“isms”,!! CommunistBinspired!and!CommunistBconnected,!which!have!one!common,!boasted!goal—! the!destruction!that!awaits!if!this!Marxist!trail!is!not!abandoned.286!!!Dondero’s!speech!also!targeted!Picasso!and!called!him!a!“hero!of!all!the!crackpots!in!soBcalled!modern!art”.287!Further!assaults!on!modern!art!arose!in!1951!when!a!city!councilBsponsored!survey!of!contemporary!art!in!Los!Angeles!was!attacked!by!those!who!questioned!some!of!the!political!backgrounds!of!the!artists!involved.288!In!1956,!Dondero!wrote!to!MoMA!Director!d’Harnoncourt!insisting!that!“the!sooner!these!distorted!and!grotesque!representations!are!wiped!out,!the!better!it!will!be!for!legitimate!and!decent!art!in!this!country.”289!!
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Art%News!has!offered!a!picture!story!on!some!recent!Picasso!paintings,!including!one!of!some!! soldiers!shooting!some!naked!women!and!children.!I!have!heard!that!this!picture!! represents!American!soldiers!committing!an!atrocity!on!North!Korean!civilians.!Do!you!! know!if!this!is!true!or!is!it!simply!an!atrocity!of!war!picture!reminiscent!of!Goya’s!3%of%
% May?293!Alfred!Frankfurter!heard!somewhere!that!it!was!painted!specifically!as!a!piece!of!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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Massacre!as!an!artistic!statement!and!put!Picasso!back!into!a!tradition.!This!was!a!way!of!making!the!artwork!more!acceptable.!In!his!response,!rather!than!dismissing!the!thought!that!Picasso!could!have!used!his!painting!as!propaganda!for!the!Communist!Party,!Barr!admitted!to!Hess,!“Yes!antiBAmerican!propaganda,!though!Picasso!might!dismiss!this!as!he!dismissed!the!fact!that!the!painting!Guernica!was!political.”295!Despite!Barr’s!acceptance!of!Massacre%en%Corée’s%antiBAmerican!message,%he!continued!to!publicly!disassociate!Modernism!from!Communism.!This!was!especially!apparent!in!Barr’s!1952!New%York%Times%Magazine!article!“Is!Modern!Art!Communistic?”:!! It!is!obvious!that!those!who!equate!modern!art!with!totalitarianism!are!ignorant!of!the!facts.! To!call!modern!art!communistic!is!bizarre!as!well!as!very!damaging!to!modern!artists;!yet,!it!! is!an!accusation!frequently!made.!Most!people!are!merely!expressing!a!common!dislike!by!! means!of!a!common!prejudice.!But!this!is!a!point!of!view!which!is!encouraged!by!the!more!! reckless!and!resentful!academic!artists!and!their!political!mouthpieces!in!Congress!and!! elsewhere.!It!was!given!voice!in!the!recent!attack!on!the!Metropolitan!Museum!by!the!! National!Sculpture!Society,!in!the!ridiculous!but!sinister!debate!in!the!Los!Angeles!City!! Council!late!in!1951,!and!in!the!wellBcoached!speeches!of!Representative!George!A.!Dondero!! of!Michigan.!Those!who!assert!or!imply!that!modern!art!is!a!subversive!instrument!of!the!! Kremlin!are!guilty!of!fantastic!falsehood.296!!Barr!along!with!many!modern!art!enthusiasts!in!the!United!States!made!efforts!to!demonstrate!that!art!and!politics!could!exist!separately!from!each!other,!especially!since!Modernism!predated!the!current!wave!of!Communist!thought.!Irving!Sandler!wrote!that!questions!regarding!art’s!aesthetic!value!and!social!use,!and!freedom!of!creation!and!censorship!were!ones!that!Barr!engaged!with!throughout!his!life.297!Barr!was!continuously!advocating!for!artistic!freedom.!In!1954,!the!American!Federation!of!Arts!(AFA)!Committee!on!Artistic!Freedom—of!which!Barr!was!a!part—drafted!and!released!a!press!release!entitled!“Statement!on!Artistic!Freedom”,!which!read,!“Freedom!of!artistic!expression!in!a!visual!work!of!art,!like!freedom!of!speech!and!press,!is!fundamental!in!our!democracy.!This!fundamental!right!exists!irrespective!of!the!artist’s!political!or!social!opinions,!
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Life!published!an!article!that!said!the!Boston!ICA!could!no!long!“stomach!the!word!‘modern’”,!and!that!Modernism!was!“a!silly!and!secretive!faddism”.307!After!receiving!messages!from!both!Barr!and!Goodrich!of!the!Whitney!concerning!the!Life%article,!the!Boston!ICA!decided!to!make!peace!with!both!institutions.!A!joint!“Statement!of!Modern!Art”!between!the!Whitney,!MoMA,!and!Boston!ICA!was!issued!in!March!1950,!which!reaffirmed!all!three!institutions’!beliefs!in!the!importance!of!modern!art.308!In!the!statement,!the!three!men!declared!the!following:!!We!believe!that!a!primary!duty!of!a!museum!concerned!with!contemporary!art!is!to!be!! receptive!to!new!tendencies!and!talents…!We!believe!that!the!soBcalled!“unintelligibility”!of!some!modern!art!is!an!inevitable!result!of!! its!exploration!of!new!frontiers…! ! ! ! !We!hold!that!American!art!which!is!international!in!character!is!as!valid!as!art!obviously!! American!in!subject!matter…! ! ! ! !We!also!reject!the!assumption!that!art!which!is!esthetically!an!innovation!must!somehow!be!! socially!or!politically!subversive,!and!therefore!unBAmerican…!We!believe!that!it!is!not!a!museum’s!function!to!try!to!control!the!course!of!art!or!to!tell!the!! artist!what!he!shall!or!shall!not!do;!or!to!impose!its!tastes!dogmatically!upon!the!public…309!!According!to!Sandler,!the!statement!was!generally!accepted!by!American!museums,!and!afterwards!it!was!no!longer!intellectually!respectable!to!attack!modern!art!as!if!it!were!a!joke.310!It!also!led!to!changes!in!the!way!Americans!viewed!modern!art.!For!example,!the!Boston!ICA!held!a!show!in!1951!called!Abstract%Painting%and%Sculpture%in%America,!another!in!1952!that!showcased!firstBgeneration!Abstract!Expressionists!called!Fifteen%Americans,%and!a!1956!show!12%Americans%that!presented!secondBgeneration!Abstract!Expressionists!to!the!American!public.!In!1951,!Motherwell,!Reinhardt,!and!MoMA!librarian!Bernard!Karpel!celebrated!Modernism’s!acceptance:!“Today!the!extent!and!degree!of!Modern!Art!in!America!is!unprecedented.!From!East!to!West,!numerous!galleries!and!museum,!colleges!and!art!schools,!private!and!regional!demonstrations!display!their!
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(!! When!analysing!American!attitudes!towards!Picasso!after!1929,!we!have!discovered!different!responses!from!various!members!of!the!American!political!elite,!the!media,!and!museum!administrators.!But!how!did!the!media!in!New!York!respond!to!having!a!Communist’s!artwork!displayed!so!prominently!in!its!prestigious!galleries!by!the!end!of!the!1950s?!Did!art!and!politics!remain!separate!now!that!MoMA!had!existed!as!a!modern!art!institution!for!almost!three!decades?!Did!MoMA!market!Picasso!differently!in!the!1960s!when!compared!to!the!marketing!strategies!employed!during!the!first!Picasso!retrospective!in!1939?!Why!did!criticism!against!Modernism!and!Picasso!eventually!dissipate?!! American!journalist,!painter,!collector,!and!art!critic!Charmion!von!Wiegand!wrote!an!article!in!late!1939!at!the!same!time!Picasso:%Forty%Years%of%His%Art!was!being!exhibited!at!MoMA.!In!a!rough!draft!of!the!article,!she!explained!that!American!art!critics!always!needed!time!to!catch!up!with!Picasso:!! Our!most!conservative!critics!plume!themselves!on!accepting!Cubism!of!two!decades!ago!! while!decrying!the!new!and!terrifying!Picasso!of!the!present.!‘All,!all!we!accept’!say!critics!! (Picasso!has!been!hallowed!by!tons!of!publicity)!‘but!not!this!new!last!work.!This!is!not!art!fit!! for!a!museum,!this!is!not!art!at!all.’!So!Picasso!is!beloved!with!the!old!conservative!! broomstick.!Ten!years!from!now!these!same!critics!will!be!shouting!that!the!period!1929–! 1939!is!marvelous!but!that!the!world!of!1949!is!impossible.312!!If!anything,!this!statement!acknowledged!the!absence!of!fixed!standards!in!art!criticism.!By!the!1950s,!newspapers!steered!away!from!commenting!on!Picasso’s!politics.!For!example,!on!6!May!1953,!the!New%York%Herald%Tribune313!reviewed!the!biggest!Italian!Picasso!exhibition!ever!held,!which!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
311 Bernard Karpel, Robert Motherwell, and Ad Reinhardt, “A Statement,” in Modern Artists in America: 
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Robert Motherwell, eds., Dore Ashton and Joan Banach (Berkeley, CA: University of California Press, 
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312 Charmion von Wiegand, Accord, November 1939, New York (though it also says December 1939 on 
the same document), p. 4, MoMA exhibition records – 91.4, Picasso - Forty Years of His Art [MoMA Exh. 
#91, 15 November 1939–7 January1940], MoMA Archives, New York. 
313 In addition, the New York Herald Tribune is described as having been a Republican newspaper. Sam 
Roberts, “Recalling a ‘Writer’s Paper’ as a Name Fades,” New York Times, 7 March 2013, A21 cited in 
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took!over!fourteen!rooms!of!the!Museum!of!Modern!Art!in!Rome,!and!included!137!paintings,!forty!sculptures,!thirtyBnine!ceramics,!and!forty!lithographs.314!Author!of!the!article,!Frank!Kelley,!commented!on!the!number!of!Communist!Party!members!present,!even!though!the!infamous!Stalin!portrait!incident!had!caused!uproar!between!Picasso!and!the!Party!only!a!few!months!earlier.!Present!at!the!exhibition!opening!were!Russian!amabssador!Mikhail!Kostylev!and!head!of!the!CommunistBcontrolled!General!Confederation!of!Italian!Labour!Giuseppe!di!Vittorio.315!Kelley!made!no!derogatory!comments!in!regards!to!the!presence!of!Communist!Party!members!nor!did!he!discredit!Picasso’s!politics!or!his!art.!Mesch!explains!that!New!York!art!critics!took!a!cue!from!Greenberg!and!chose!to!focus!on!the!formalist!elements!of!Picasso’s!art!instead!of!discussing!the!political!and!contextual!elements!of!the!work.316!This!perhaps!accounts!for!the!lack!of!articles!tackling!the!subject!matter!or!historical!context!of!many!Picasso!paintings!postBGuernica.%Picasso!was!submerged!in!the!cult!of!“genius”.!His!originality—and!not!the!context!of!his!art—was!at!the!forefront!for!critics.!Regardless,!the!wording!used!in!newspaper!articles!by!the!1950s!showed!an!overall!acceptance!of!allBthings!Picasso.!!Between!May!and!September!1957,!MoMA!held!an!exhibition!in!honour!of!Picasso’s!seventyBfifth!birthday.!The!museum!press!release!described!Picasso!as!“the!most!famous!and!controversial!artist!of!our!time”.317!Picasso!appears!to!have!become!more!widely!accepted!by!that!point;!thus,!the!more!controversial!aspects!of!his!life!and!art!could!also!be!acknowledged!more!openly.!Immediately!after!the!exhibition!opening,!the!New%York%Times%Magazine%published!an!article!written!by!Barr%that!discussed!both!the!traditional!and!modern!aspects!of!Picasso’s!artwork:!!Whether!or!not!one!approves!his!art,!it!is!a!fact!that!Picasso!is!generally!considered!the!! greatest!living!painter,!a!draftsman,!a!printmaker!and!a!ceramist!without!rival,!and!a!! formidable!sculptor…!Picasso!is!linked!with!the!masters!of!the!past…!!he!works!in!the!great!! tradition!of!European!subject!matter!…!!If!the!wide!range!of!Picassos!subject!matter!is!! strictly!traditional,!the!variety!and!originality!of!his!styles!are!incredible…!None!of!Picasso’s!! discoveries!is!quite!so!important!as!Cubism,!which!he!initiated!in!1907.!Cubism!began!as!a!! discipline!but!developed!into!a!revolutionary!agent!liberating!the!artist!from!traditional!! conventions.!Yet!all!these!disturbing!innovations!were!interspersed!with!periods!or!even!! single!works!which!revive!classicism!or!realism.318!!
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Former!Director!of!MoMA’s!Department!of!Painting!and!Sculpture!William!Rubin!said!that!Picasso!brought!elements!of!Cézanne!to!Cubism.346!German!artist!Oskar!Schlemmer!commented!on!Picasso’s!ability!to!change!styles!as!early!as!1921:!“I!was!amazed!at!the!versatility!of!the!man!…!he!could!easily!assume!the!role!of!any!artist!of!the!past!or!of!any!modern!painter.”347!Picasso’s!interactions!with!the!old!masters!and!artistic!traditions!are!heavily!acknowledged!in!the!scholarship,!which!was!crucial!to!MoMA’s!efforts!when!decontaminating!Picasso’s!Modernism!and!marketing!it!to!the!American!public.!! Barr!was!not!the!only!one!to!reference!both!the!modern!and!traditional!aspects!of!Picasso’s!artwork.348!An!article!published!in!the!New%York%Times!shortly!after!the!1957!exhibition!opening!explained!that!Picasso!“has!been!and!is!the!most!controversial!artist!of!the!period.!Probably!few!would!dispute!that!he!has!also!been!the!most!prolific,!the!most!publicized,!the!most!influential,!and…!the!most!incalculable!and!the!most!uneven.”349!He!is!described!as!controversial!and!his!radical!nature!is!acknowledged!alongside!his!influential!standing.!Another!article!in!the!Times%by!the!same!writer!two!months!later!again!described!and!accepted!the!multiBfaceted!nature!of!the!“Spanish!master”:!“For!all!his!apparent!Modernism,!he!has!not!abandoned!tradition.”350!!! In!April!1962,!MoMA!celebrated!Picasso’s!eightieth!birthday,!alongside!nine!other!prominent!New!York!City!galleries.!The!Picasso:%An%American%Tribute!exhibition—which!ran!from!25!April!until!12!May—included!309!paintings,!drawings,!and!sculptures!from!both!private!and!public!American!collections,!and!each!gallery!simultaneously!exhibited!a!different!time!period!of!Picasso’s!artwork.351!!The!New%York%Times%published!an!article!on!the!exhibition’s!opening!day:!!For!whatever!one!may!think!today!of!his!achievement,!or!however!posterity!may!judge!it!! once!the!tumult!and!the!shouting!die,!the!fact!remains!that!he!is!the!greatest!artistic!! phenomenon!of!the!twentieth!century.!A!genius!and!the!genius!of!modern!art,!he!stands!as!a!!! colossus,!both!for!his!work!itself!and!for!having!taught!that!anything!can!be!made!either!! beautiful!or!significant.352!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
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Conclusion)
)In!this!thesis,!I!have!discussed!how!we!can!evaluate!an!artist’s!political!commitment.!I!have!questioned!the!problems!associated!with!being!a!politically!engaged!artist.!Specifically,!I!have!explored!the!foundations!of!Picasso’s!adherence!to!the!Parti&communiste&français!(PCF)!and!the!public’s!perception!of!that!commitment.!This!was!accomplished!through!a!variety!of!analytical!approaches.!I!traced!Picasso’s!actions!and!statements!to!demonstrate!his!continual!engagement!with!the!Party!and!its!ideals—albeit!to!varying!degrees—from!1937!until!his!death!in!1973.!After!analysing!a!selection!of!his!political!artworks!within!their!historical!contexts,!I!have!attempted!to!communicate!the!ways!Picasso!utilised!his!craft!to!contribute!to!the!PCF,!the!World!Peace!Movement!(WPM),!and!the!cultural!Cold!War.!The!nature!of!Picasso’s!interactions!with!politics!shifted!in!the!1950s!and!60s!as!the!Cold!War!progressed,!and!I!have!brought!to!light!the!financial!and!artistic!donations!he!made!to!various!Communist!groups!and!charities!during!those!years.!While!it!is!important!to!study!Picasso’s!actions!and!artworks!when!deciphering!the!depth!of!his!political!engagement,!this!cannot!be!the!only!method!of!assessment.!Because!the!sincerity!of!Picasso’s!political!commitment!cannot!be!fully!determined,!I!have!outlined!the!importance!of!moving!beyond!individual!motivations!and!considering!outside!perspectives.!My!seven!months!of!extensive!examination!of!the!Archives!of!the!Musée&national&Picasso3Paris&(AMNPP)!revealed!the!thousands!of!letters!Picasso!received!from!various!Communist!parties,!charities,!peace!groups,!comrades,!friends,!art!dealers,!and!fans.!The!documents!include!a!substantial!number!of!requests!from!political!and!charitable!causes,!which!demonstrate!the!extent!of!Picasso’s!support!and!uncover!how!these!groups!understood!Picasso’s!values.!The!correspondence!also!reveals!the!types!of!labels—or!brands—ascribed!to!Picasso.!Further!research!at!the!Museum!of!Modern!Art!(MoMA)!Alfred!H.!Barr,!Jr.!Archives!and!the!Archives!of!American!Art!(AAA)!of!the!Smithsonian!Institute!allowed!me!to!examine!the!usage!of!these!brands!and!other!marketing!strategies!by!MoMA.!With!Barr!as!its!director,!MoMA!employed!tactics!to!encourage!favourable!opinions!of!Picasso,!his!artwork,!and!the!work!of!other!radical!Modernists!during!the!Second!Red!Scare.!In!each!chapter!I!discuss!the!ways!Picasso’s!politics!were!utilised!and!exploited!by!various!political!groups!and!art!institutions!to!achieve!their!own!goals.!This!in!turn!revealed!how!different!global!contexts,!audiences,!and!intentions!highlight!the!discrepancy!in!the!political!significance!of!Picasso.!I!began!this!dissertation!wanting!to!problematise!the!question!of!Picasso’s!political!engagement.!With!the!use!of!Picasso’s!statements!and!actions,!personal!accounts!from!his!friends!and!comrades,!analyses!of!particular!artworks,!numerous!letters!and!documents!found!in!both!the!AMNPP!and!MoMA,!and!various!articles!and!media—all!placed!within!a!historical!framework—I!have!developed!a!more!comprehensive!understanding!of!Picasso’s!most!politicised!years!and!the!strategies!employed!in!the!creation!of!his!image.!But!I!will!also!be!showing!that!the!power!of!his!politics!did!not!reside!in!Picasso’s!own!choices!but!in!how!his!reputation!was!enlisted!or!exploited!by!global!cultural!and!political!institutions.!
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Chapter!One!was!an!examination!of!select!pieces!from!Picasso’s!oeuvre!between!1937!and!1946!within!their!cultural!settings!in!an!attempt!to!explain!Picasso’s!political!engagement!during!the!Spanish!Civil!War!and!how!his!subsequent!experiences!throughout!the!Second!World!War!ultimately!led!him!to!join!the!PCF.!The!context!and!reception!of!Guernica1&(1937)&and&Le&Charnier2&(1945)&were!described!to!demonstrate!Picasso’s!use!of!a!universal!visual!language!that!brought!to!the!forefront!the!horrors!of!war!and!the!need!for!peace.!The!political!art!Picasso!created!postY1944!was!not!always!accepted!by!the!PCF,!which!could!be!explained!by!Picasso’s!lack!of!commitment!to!specific!Communist!values!in!his!work.!However,!Picasso’s!personal!understanding!of!his!Communism—an!ideology!that!flourished!during!the!French!Resistance!with!its!message!of!peace!and!disgust!for!fascism—made!these!works!successful.!The!atrocities!committed!during!the!Spanish!Civil!War!inspired!Picasso!to!create!Guernica&and!renewed!his!political!sympathies!that!had!first!manifested!in!the!1890s!and!early!1900s!when!he!was!active!in!Spanish!and!French!anarchist!circles.!The!resistance!efforts!of!Communists!and!fellow!intellectuals!during!the!German!Occupation!of!France!helped!Picasso!shape!his!opinion!of!the!Party!and!its!members,!which!facilitated!his!growth!as!a!politically!engaged!artist.!I!described!the!nature!of!the!French!branch!of!the!Party!in!order!to!discredit!claims!of!Picasso’s!participation!in!a!repressive!organisation!administered!from!Moscow!and!made!sense!of!Picasso’s!adherence!to!the!PCF.!I!explained!how!strict!political!militancy!and!devotion!to!the!style!of!Socialist!Realism!were!not!necessary!components!of!Picasso’s!time!in!the!PCF.!I!then!explored!his!membership!to!the!PCF,!his!visions!of!what!the!Party!represented,!and!how!he!depicted!the!values!of!Communism!in!his!art.!!!! Chapter!Two!was!a!study!of!the!changes!in!Picasso’s!engagement!with!his!Party!against!the!onset!of!the!Cold!War.!The!experience!of!the!Occupation!had!proven!to!many!intellectuals!that!Communism!was!the!only!valid!response!to!the!fascism!and!oppression!they!had!witnessed!during!the!war.!However,!by!the!1950s!the!Communist!Party!began!to!lose!popularity!due!to!its!stance!on!colonial!issues!and!its!actions!in!the!Eastern!Bloc.!Instead!of!dwelling!on!divisive!issues!and!leaving!the!Party,!Picasso!and!others!shifted!their!focus!to!Communist!organisations!that!promoted!peace.!This!was!a!way!of!unifying!PCF!members!during!tumultuous!years.!Although!he!became!less!involved!with!the!Party!as!time!progressed,!Picasso!supported!the!CommunistYbacked!World!Peace!Movement!and!contributed!artwork,!money,!and!words!of!support!to!LeftYwing!groups!and!causes.!I!examined!four!periods!of!Picasso’s!artistic!production!in!the!1950s!and!60s!and!how!his!artwork!continued!to!serve!the!Communist!movement.!Massacre&en&Corée3&(1951)!honoured!the!innocent!victims!of!the!
!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
1 Pablo Picasso, Guernica, 1937, oil on canvas, Museo Reina Sofia, Madrid. 
2 Pablo Picasso, Le Charnier, 1945, oil and charcoal on canvas, Museum of Modern Art, New York. 
3 Pablo Picasso, Massacre en Corée, 1951, oil on plywood, Musée national Picasso, Paris.!
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Korean!War.!The!murals!of!La&Guerre4&and!La&Paix5&were!indictments!of!the!American!use!of!bacteriological!warfare!in!Korea!and!a!hope!for!peace,!respectively.!Upon!the!death!of!Stalin!in!1953,!Picasso!created!a!portrait!of!the!former!Soviet!leader!when!asked!by!his!comrades!and!he!remained!in!the!Party!even!after!being!attacked!for!the!portrait’s!visual!composition.!He!brought!awareness!to!the!struggles!of!antiYcolonial!nationalists!and!the!use!of!torture!during!the!Algerian!War!with!his!sketch!of!Algerian!victim!Djamila!Boupacha.!Though!the!nature!of!his!political!adherence!shifted!throughout!the!years,!Picasso!continued!to!speak!out!against!war!and!promote!the!ideals!of!the!Left!on!a!global!stage.!!! The!majority!of!Chapter!Three!was!based!on!my!time!spent!in!the!AMNPP!and!the!
Bibliothéque&nationale&de&France!exploring!Picasso’s!political!correspondence!and!various!other!documentation.!Of!the!forty!boxes!of!documents,!I!selected!specific!letters!that!revealed!the!depth!of!Picasso’s!political!involvement,!the!numerous!charitable!organisations!and!peace!groups!to!which!he!donated!money!and!artwork,!the!PCFYaffiliated!meetings!he!attended,!and!the!level!of!respect!given!to!him!from!various!political!figures!worldwide!due!to!his!commitment!to!political!and!humanitarian!campaigns.!These!documents!exposed!how!Picasso’s!friends,!comrades,!colleagues,!and!fans!interpreted!his!politics!and!his!art;!thus,!creating!a!series!of!labels!for!the!artist!such!as!Communist,!humanitarian,!and!even!celebrity.!Many!of!these!letters!reveal!the!growth!of!Picasso’s!global!cultural!influence!during!his!most!politicised!years.!For!many!of!the!letterYwriters,!to!know!Picasso’s!artwork!was!to!know!Picasso.!The!number!of!letters!he!received!related!to!politics!is!indicative!of—if!not!his!actual!dedication—the!perceived!notion!of!his!dedication!to!Communist!groups!and!their!ideals.!Sincerity!is!always!difficult!to!assess.!As!such,!we!cannot!fully!gauge!the!genuine!nature!of!Picasso’s!dedication!to!the!Party!and!its!associated!organisations;!therefore,!Picasso’s!actions,!statements,!and!bodies!of!work!must!be!considered!alongside!material!that!acknowledged!the!public’s!perception!of!those!commitments.!!! In!Chapter!Four!I!analysed!the!role!Picasso!played!in!the!cultural!Cold!War!for!American!art!institutions.!I!developed!my!argument!through!the!use!of!primary!documentation!obtained!from!the!archives!of!MoMA!and!the!AAA.!Personal!correspondence,!memos,!museum!bulletins,!exhibition!catalogues,!and!newspaper!reviews!provided!examples!of!the!marketing!techniques!applied!by!Alfred!H.!Barr,!Jr.!and!American!art!museums!to!promote!Modernism!in!a!Cold!War!climate.!I!studied!the!history!of!Modernism!in!the!United!States!to!better!comprehend!how!a!type!of!art!deemed!abhorrent!by!antiYCommunists!came!to!be!accepted.!I!discussed!how!the!influx!of!wealthy!Europeans!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
4 Pablo Picasso, La Guerre, 1952, oil on fibreboard, Temple de la Paix, Musée National Picasso La Guerre 
et la Paix, Vallauris, France. 
5 Pablo Picasso, La Paix, 1952, oil on fibreboard, Temple de la Paix, Musée National Picasso La Guerre et 
la Paix, Vallauris, France.!
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to!the!United!States!during!the!Second!World!War!led!to!the!rising!prices!for!Modernist!work!while!art!institutions!began!to!recognise!the!potential!of!Modernism’s!appeal!and!promote!modern!artists.!Specifically,!MoMA’s!range!of!tastemaking!activities!allowed!Modernism!to!find!a!place!in!the!American!art!market.!This!was!in!large!part!due!to!the!efforts!of!Barr!as!MoMA’s!director!who!spent!time!debunking!the!theory!that!modern!art!was!Communistic.!Barr’s!marketing!strategy!involved!separating!Modernism!from!Communism!and!insisting!that!art!and!politics!could!exist!separately!from!each!other.!In!addition,!Picasso’s!work!was!turned!into!a!very!lucrative!and!nonYsubversive!brand!of!modern!genius,!which!was!echoed!in!exhibition!catalogues!and!press!material:!Picasso!was!labelled!as!original,!as!part!of!the!Spanish!tradition,!and!as!a!genius!in!order!to!create!palatable!perceptions!of!the!artist!among!American!audiences,!neutralise!the!radicalism!of!his!politics,!and!help!Modernism!become!an!established!artistic!style.!!Throughout!my!dissertation,!I!have!addressed!the!problematic!conclusions!found!in!the!Picasso!historiography!regarding!his!politics.!In!his!2013!New&Statesman&article,!Jonathan!Vernon!dismissed!Tate!Liverpool’s!2010!Picasso:&Peace&and&Freedom&exhibition!because!it!associated!the!amount!of!letters!Picasso!received!with!his!genuine!political!commitment.!Vernon!discredited!Picasso’s!politics!because!he!rarely!replied!to!his!political!mail.!I!have!uncovered!evidence!from!Picasso’s!dealer!DanielYHenry!Kahnweiler!and!close!friend!Paul!Éluard!who!both!admitted!that!Picasso!did!not!respond!to!anyone!in!his!life—the!Party!and!its!comrades!were!no!different.!To!have!simply!read!all!of!the!letters!that!exist!in!the!AMNPP!would!have!taken!up!a!significant!amount!of!time.!Friend!and!comrade!Hélène!Parmelin!argued!that!Picasso!received!as!many!visitors!as!he!did!letters!and!could!never!have!satisfied!all!of!the!demands!asked!of!him.6!I!have!seen!the!Picasso!Archives,!I!understand!the!amount!of!mail!that!the!artist!received,!and!I!can!attest!to!Parmelin’s!claims.!Picasso’s!perceived!lack!of!dedication!to!his!Party!membership!cannot!be!based!on!his!indifference!to!letter!writing.!The!selective!nature!of!his!responses!was!common!in!all!aspects!of!his!life—personal!or!business.!!Problems!also!arise!with!Gertje!Utley’s!2000!publication.!Picasso:&the&Communist&Years&is!unparalleled!in!terms!of!its!research!and!is!the!most!extensive!body!of!work!pertaining!to!Picasso’s!politics.!Without!it,!my!thesis!would!have!lacked!a!significant!secondary!source;!however,!it!is!not!without!its!issues.!Utley’s!failure!to!understand!the!independent!nature!of!the!French!Communist!Party!in!the!opening!page!of!her!book!taints!the!chapters!that!follow.!I!have!explained!the!many!reasons!why!Utley’s!attitude!is!problematic:!the!PCF!functioned!within!a!very!different!environment!than!the!Communist!Party!of!the!Soviet!Union.!After!World!War!II,!when!many!intellectuals—including!Picasso—joined!their!ranks,!the!PCF!was!seen!as!the!primary!group!that!fought!fascist!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
6 Hélène Parmelin, trans. Humphrey Hare, Picasso Plain: An Intimate Portrait (London: Secker & 
Warburg, 1963), p. 69. 
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forces!during!the!French!Resistance.!The!Party!under!Maurice!Thorez!allowed!many!of!its!prominent!artists!to!create!with!no!limitations.!Party!officials!may!not!have!enjoyed!Picasso’s!artwork,!but!he!was!never!punished!or!ejected!from!the!Party!because!of!his!artistic!style.7!Utley!dismissed!certain!Picasso!canvases—particularly!Massacre&en&Corée—!because!of!their!perceived!aesthetic!quality!rather!than!understanding!their!impact!politically.!I!have!indicated!that!Picasso’s!artwork!did!not!have!to!be!critically!successful!in!order!to!understand!that!a!universal!visual!language!was!used!to!communicate!his!abhorrence!of!war.!Although!he!did!not!usually!title!his!work,!Picasso!named!and!dated!Massacre&so!there!would!be!no!doubt!as!to!its!reference.!Contextually,!Massacre!was!created!just!as!the!United!States!was!being!accused!of!using!bacteriological!warfare!in!Korea.!Picasso!certainly!intended!the!perpetrators!in!his!painting!to!represent!the!AmericanYbacked!South!Korean!forces.!The!painting!failed!to!receive!praise!from!the!Party,!even!though!it!was!reminiscent!of!Francisco!Goya’s!The&Third&of&May&18088&(1814)!and!Édouard!Manet’s!series!The&Execution&of&
Emperor&Maximilian9&(1867–69). The!overall!Communist!response!to!Massacre!left!Picasso!wishing!his!comrades!had!understood!his!contribution!to!their!cause.!I!explained!how!Picasso!had!even!asked!his!friends!why!it!had!not!been!a!successful!Communist!painting.!For!Picasso,!he!had!fulfilled!the!desires!of!the!PCF!with!this!piece!of!work,!and!those!intentions—not!the!artistic!merit!of!the!painting—is!what!illustrated!Picasso’s!support!for!broader!PCF!values.!!John!Richardson!is!the!foremost!Picasso!scholar!and!the!depth!of!research!in!his!biographical!volumes!is!immense;!however,!he!makes!a!number!of!claims!that!seem!unsubstantiated.!He!argues!that!after!1956!Picasso!was!only!a!Communist!by!name;!that!his!political!opinions!changed!each!time!he!changed!romantic!partners;!and!that!after!the!Stalin!portrait!debacle!of!1953,!Picasso!only!contributed!artwork!to!the!Party!that!was!“fluff”.10!Richardson!knew!Picasso!personally!and!there!could!be!proof!of!these!assertions!from!Picasso!himself.!However,!Richardson!has!never!published!such!proof.!The!amount!of!interactions!Picasso!had!with!the!Party,!its!members,!and!its!causes;!the!plethora!of!letters!in!the!AMNPP!praising!Picasso!for!his!contributions!to!the!Party!and!his!support!of!its!beliefs;!the!endless!requests!for!support!because!he!was!seen!as!a!figurehead!for!CommunistYsupported!movements;!and!the!way!he!used!his!artwork!to!respond!to!political!events!before!and!after!1956!all!help!to!disprove!any!claim!that!Picasso!did!not!engage!with!politics!after!the!Hungarian!Revolution!of!the!same!year—regardless!of!the!women!in!his!life.!Although!I!cannot!discern!exactly!what!Richardson!means!by!“fluff”,!I!have!outlined!the!numerous!pieces!of!artwork!and!statements!of!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
7 The exception being the incident involving the portrait of Stalin, which was soon remedied with an 
apology from Thorez after he returned from the Soviet Union.  
8 Francisco José de Goya, Third of May 1808, 1814, oil on canvas, Museo del Prado, Madrid.  
9 Édouard Manet, The Execution of Emperor Maximilian series, 1867–69, oil on canvas, various locations.  
10 John Richardson, “How Political Was Picasso?”, New York Review of Books, 25 November 2010, pp. 3, 
2. Accessed: 19 November 2014. http://www.nybooks.com/articles/archives/2010/nov/25/how-political-
was-picasso/   
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artistic!critiques!do!not!take!into!consideration!the!public!response!to!these!paintings!and!their!impact.!The!letters!in!the!Picasso!Archives!prove!that!these!pieces!of!art!contributed!to!Picasso’s!image!as!a!supporter!of!the!PCF,!peace,!and!justice!throughout!the!world.!!! While!it!is!important!to!understand!the!gaps!in!the!Picasso!scholarship,!it!is!also!necessary!to!acknowledge!the!limitations!of!my!own!research.!Ultimately,!we!will!never!know!Picasso’s!true!intentions.!We!will!never!be!able!to!establish!the!genuine!nature!of!his!public!and!private!statements.!Although!Picasso!moved!in!anarchist!circles!in!his!youth,!ran!in!anarchist!circles!upon!moving!to!Paris,!and!included!anarchist!material!in!his!Cubist!collages,!beginning!from!the!onset!of!the!First!World!War!there!is!little!to!prove!Picasso’s!interest!in!politics.!This!period!was!marked!by!a!return!to!Classicism!in!his!art!and!a!“return!to!order”!for!many!artists!after!the!traumatic!experience!of!the!First!World!War.!In!1930!Picasso!declared!he!would!“never!make!art!with!the!preconceived!idea!of!serving!the!interests!of!the!political,!religious,!or!military!art!of!a!country”.11!Fourteen!years!later!he!described!his!membership!to!the!Communist!Party!as!“the!logical!outcome”!of!his!life.12!Although!I!do!not!give!a!detailed!account!of!the!years!prior!to!the!Spanish!Civil!War,!I!have!also!never!intended!to.!I!have!only!sought!to!determine!why!and!how!Picasso!chose!to!engage!politically!from!1937!onwards.!! Another!limitation!involves!a!segment!of!my!primary!sources.!There!are!not!only!doubts!raised!by!the!authenticity!of!Picasso’s!own!words,!but!also!with!the!words!of!fellow!Communists.!The!accounts!of!Picasso’s!PCF!membership!from!various!comrades!are!of!utmost!importance!when!constructing!a!biography!of!Picasso’s!politicised!years.!However,!as!both!intellectual!representatives!of!the!Party!and!close!friends!with!Picasso,!people!such!as!Parmelin,!Éluard,!Pierre!Daix,!and!Louis!Aragon!would!have!wanted!to!defend!Picasso’s!PCF!membership!to!preserve!the!integrity!and!legitimacy!of!the!relationship!and!to!promote!the!prestige!the!Party!held!among!highYstanding!intellectuals.!Problems!also!arise!in!regards!to!the!hundreds!of!thousands!of!letters!and!newspapers!Picasso!received!and!kept!in!his!lifetime.!After!1947!it!cannot!be!said!for!certain!whether!every!one!was!read.!What!can!be!established!is!that!beginning!in!1937,!Picasso!donated!time,!money,!and!artwork!to!political!organisations!and!charitable!groups,!and!he!made!statements!and!signed!petitions!on!behalf!of!humanitarian!causes!until!his!death.!It!can!therefore!be!discerned!that!letters!had!to!have!been!read!either!by!his!secretary!and!friend!Jaime!Sabartés,!his!significant!other!at!the!time,!or!the!artist!himself.!In!order!to!address!this!issue,!I!have!used!partisan!accounts!proving!the!extent!of!Picasso’s!political!engagement!in!conjunction!with!a!variety!of!other!primary!and!secondary!sources.!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!!
11 Felipe Cossío del Pomar, Con la Buscadores del Camino (Madrid, 1932), p. 125 cited in Elizabeth 
Cowling, Picasso: Style and Meaning (London: Phaidon Press, 2002), p. 574. 
12 Roland Penrose, Picasso: His Life and Work (London: Victor Gollancz Ltd., 1953), p. 316. 







13 The Musée Picasso-Paris collection is comprised of 5,000 works. “The Collection.” Musée national 
Picasso-Paris. Accessed: 3 January 2018. http://www.museepicassoparis.fr/en/the-collection/!
14 “Guernica,” Musée national Picasso-Paris. Accessed: 20 January 2018. 
http://www.museepicassoparis.fr/en/a_venir-2/ 
15 Pablo Picasso, Poireaux, crâne, et pichet, 1945, oil on canvas, Fine Arts Museum of San Francisco, CA.  
16 Pablo Picasso, Crâne de chèvre, bouteille, et bougie, 1952, oil on canvas, Tate Modern, London.  
17 Memento mori reminds viewers of their mortality and the fragility of life, with depictions of skulls, 
clocks, candles, fruit, and flowers. Vanitas is also associated with mortality while also signifying the 
worthlessness of worldly pleasure and goods with images of candles, skulls, and books. “Memento Mori,” 
Tate. Accessed: 23 March 2018. http://www.tate.org.uk/art/art-terms/m/memento-mori. “Vanitas,” Tate. 
Accessed: March 23 2018. http://www.tate.org.uk/art/art-terms/v/vanitas. The goat skull is said to 
symbolise a scapegoat, which may be a reference to Nikos Beloyannis’s execution in 1952. The human 
skull symbolises death from war, which had ended the year Picasso painted Poireaux, crâne, et pichet 
(1945). “Room 2: Still Lifes,” Tate. Accessed: 23 March 2018. http://www.tate.org.uk/whats-on/tate-
liverpool/exhibition/picasso-peace-and-freedom/picasso-peace-and-freedom-explore-1. “Pablo Picasso, 
Goat’s Skull, Bottle, and Candle, 1952,” Tate. Accessed: 23 March 2018. 
http://www.tate.org.uk/art/artworks/picasso-goats-skull-bottle-and-candle-t00145  




18 Braque lived near Paris during the Occupation, he rejected gifts from Nazi officers, he refused a 
commission to make an emblem for the Vichy government, he gathered with “freethinkers” whose 
assembly was a “conscious act of intellectual resistance”, and he attended Max Jacobs’ funeral. Danchev 
describes Braque’s canvases of black fish (the Occupation in France is commonly referred to as the “Black 
Years”). Braque referred to a stove he painted as one which “warmed us with its embers during the 
Occupation.” Alex Danchev, “The Strategy of Still Life, or the Politics of Georges Braque,” Alternatives: 
Global, Local, Political 31, no. 1 (2006): pp. 1, 11, 12, 18, 21. This article is based on Danchev’s 2005 
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